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ABSTRACT 
 
 This thesis is a study of representations of Russia and the Cold War in American 
children’s films from the 1990s. By analyzing nine movies, this work explores the question: what 
messages about Russia and the Cold War do nineties children's movies contain? This analysis 
explores the othering of Russian characters, the treatment of Cold War sentiments, such as toxic 
masculinity, and the recycling of tropes. It looks at the attempts, or failures, to move away from 
the negative messages about Russia that the American media used in the 1950s and through the 
1980s, specifically in the context of children's media. This study finds that although some of the 
films only engage with Russia on a surface level and continue to use the tropes and techniques 
used during the Cold War to other Russia, a majority of the films engage with the topic on a 
deeper level. In such cases, Russian characters are more relatable and the sentiments of the Cold 
War are criticized. 
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CHAPTER 1 
INTRODUCTION 
 
Throughout the 1950s through the 1980s, the Cold War seeped into every aspect of 
American society. Russia was the ever-present villain, spies were everywhere, and an explosive 
end was always nigh. Society even indoctrinated children with a fear of the "Reds" and taught 
them the virtue of vigilance. At school, one generation learned to "duck and cover," then 
returned home to watch Boris and Natasha antagonize Rocky and Bullwinkle, the reruns of 
which aired for decades to come. Young boys idolized the super spy, James Bond, who often 
disrupted Soviet-involved plans to upset world order. In the eighties, parents allowed older 
children to cheer on Rocky as he took on the hardly human Russian boxer, Drago, in Rocky IV, 
while teenagers admired a group of young misfits fighting off invading Soviets in Red Dawn.  
 But what happened when the Cold War ended? When the iron curtain disappeared and 
the Soviet Union dissolved? The enemy did not simply vanish, but became a friend in need, as 
Russia went through major reforms and economic collapse. Almost overnight, a carefully taught 
fear of Russia, and the anxiety that grew from that fear, became unnecessary. However, 
prejudices that society had reinforced for decades would be hard to remove from the generations 
that experienced the years of animosity between the United States and the Soviet Union. There 
was, however, the opportunity to teach the next generation something different.  
 My interest lies in this exact moment in the nineties when the world was turned on its 
head by the "surprising" disintegration of the Soviet Union. Society embeds values and fears in 
its members from a young age - so how does American society treat Russia in children's media 
after the Cold War? Does it ignore it, or does it try to undo the prejudices parents and 
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grandparents could pass on to this next generation, Generation Y (the Millennials)?1 To think 
about this topic, I will be analyzing a small sample of American children's media from the 
nineties, namely, theatrically-released films. 
 This topic brings up several questions regarding post-Cold War children's media: first, 
how and to what extent does media influence a child’s view of American relationships with 
foreign nations; second, what messages are children's movies in the United States trying to send 
(or, perhaps, trying not to send) during the nineties, and are these movies continuing to other 
Russia; last, do these messages about Russia that children's films propagated  twenty years ago 
affect the way Generation Y, which is coming of age now, views international relations, or has 
the Cold War imbedded prejudices too deeply? As the United States and Russia once again slip 
into an uncomfortable, if not hostile, relationship, Generation Y's attitude toward and 
preconceived notions about Russia are of the upmost importance as this generation has the 
opportunity to rise above Cold War politics and find a new way of handling international tension. 
 These questions drew me to connecting nine American children's films and asking: what 
messages about Russia and the Cold War do these post-Cold War movies contain? More 
specifically, do they continue to send the same messages that appear in Cold War children's 
media and work to other Russian characters; or, do the messages of these films move away from 
Cold War attitudes and towards a more accepting world view? In this project, I will use my 
interpretation of these films and, additionally, preliminary assessments of how Russian viewers 
reacted to these films to explore the messages in American children's films from the nineties.  
  
																																																								
1 More specifically than Generation Y or Millennials, as the boundaries of this cohort are debatable, this study is 
particularly interested in people born between the late eighties and early nineties.  
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CHAPTER 2 
LITERATURE REVIEW 
 
THE INFLUENCE OF MEDIA ON CHILDREN 
This project aims to discern the messages about Russia and the Cold War that American 
children's films conveyed during the decade following the collapse of the Soviet Union. Can 
children internalize the information provided by film and television, and does this information 
influence the attitudes and behavior of children, which can be carried into adulthood? 
Researchers have yet to complete substantial studies about the possible effects of children’s 
media on international relations. However, the existence of countless studies that show 
advertising and violence in media can shape the opinions and actions of children suggests that 
children can pick up biases towards or prejudices against certain foreign nations through film and 
television.  
One of the most influential and oft-cited texts exploring the effects of media on children 
is the report completed by the American Psychology Association’s Task Force on Advertising 
and Children (TFAC) (2004).2 The report compiles decades of research on childhood 
development and media to ascertain the degree of influence of advertising and marketing on 
children, including the impact of violent imagery and positive messages about tobacco and 
alcohol on childhood behavioral issues and underage substance use. The TFAC confirmed, “it is 
well established that television commercials are effective at accomplishing their intended goal of 
influencing children’s attitudes and behaviors toward advertised products, as well as contributing 
to such unintended effects as parent-child conflict, unhealthy eating habits, and more positive 																																																								
2 Task Force on Advertising and Children (TFAC), Report of the APA Task Force on Advertising and Children, 
American Psychological Association (2004). 
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attitudes toward sensitive products such as tobacco and alcohol.”3 The TFAC recognized the 
power marketing agencies held over children through televised advertisements, encouraged 
further research in both television and additional media, and recommended restrictions on 
advertisements aimed at children, due to the susceptibility of the young age group. Surely, if 
television advertisements can reach this far into family life, children’s movies can sway the 
underdeveloped opinions of young watchers on international matters, either encouraging 
prejudices against or acceptance of foreign "others." 
During the 1990s and early 2000s, childhood exposure to film and television was high. 
According to the statistics collected by Cecilia von Feilitzen, the former Scientific Coordinator 
of the UNESCO International Clearinghouse on Children and Violence on the Screen, as of 
January 1st, 1999, 99.4% of households in the United States had television access at home. 
Between September 1997 and September 1998, children ages 2 to 11 spent an average of 180 
minutes a day watching television. 4 This period lies well within the confines of this project, and 
the provided statistics suggest the extensive amount of time this young age group spent subjected 
to children’s programming, such as television shows and films. Such high exposure to media 
means that a high portion of children would have been able to see the popular films in this study 
that present representations of Russia and the Cold War. 
 
  
																																																								
3 TFAC, 33. 
4 Cecilia von Feilitzen, “Children’s Amount of TV Viewing: Statistics from Ten Countries,” in Children and Media: 
Image, Education, Participation, edited by Cecilia von Feilitzen and Ulla Carlsson (Kungälv, Sweden: UNESCO 
International Clearinghouse on Children and Violence on the Screen, 1999): 69-73.	
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RUSSIA IN AMERICAN CHILDREN’S MEDIA 
Russia in Children’s Media during the Cold War 
 As the review of the influence of children’s media suggests, there are still many aspects 
of children’s media that remain understudied in academia. Scholars have yet to explore in depth 
American children’s film and television in relation to this special “post-Cold War” moment in 
the 1990s. However, for an understanding of how the entertainment industry has historically 
represented Russia to American children, one can look to a small body of literature on the Cold 
War’s appearance in American children’s media from the 1940s through the 1980s.  
 The most obvious example of Cold War tension leaking into children’s media comes in 
the form of Boris and Natasha, the villainous couple of “nogoodniks” who terrorized America’s 
favorite moose and squirrel, Rocky and Bullwinkle. Trischa Knapp offers her reading of the 
television show Rocky and Friends as a political allegory for the ideological struggle between the 
United States and the Soviet Union in her article “Popular Political Culture: Rocky and 
Bullwinkle and the Rhetoric of the Cold War” (1996).5 According to Knapp, the characters of 
Rocky and Bullwinkle represent two distinct types of an American hero, the feisty fighter, and 
the lucky optimist, while Boris and Natasha, with their heavy Slavic accents and dark attire, were 
obvious stand-ins for KGB agents. The two antagonists constantly tried to disguise themselves 
and infiltrate the lives of Rocky and Bullwinkle, sometimes having a plan and technology far 
greater than that of the heroes; however, moose and squirrel always won in the end. Knapp 
claimed that in representing the relationship between the United States and the Soviet Union, the 
relationship between the show's heroes and villains illustrated, “the United States need only 
																																																								
5 Trischa Knapp, "Popular Political Culture: Rocky and Bullwinkle and the Rhetoric of the Cold War" Journal of the 
Northwest Communication Association Volume 24 (Spring 1996): 1-16. 
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follow its national mission of right and justice, and good will always prevail.”6 Rocky and 
Bullwinkle struck such a cord with the American public that it lived on through reruns and 
specials years after it originally went off the air in the 1960s. A live action version was released 
in 2001, begging the question, if the ideological war between the United States and the Soviet 
Union no longer needed to be fought, does Knapp’s allegory still hold true in a film made nearly 
a decade after the collapse of the Soviet Union? 
 Less obvious representations of the Cold War enemy seeped into other popular cartoons, 
such as in the case of Warner Brothers animations. In his article, “ ‘Oh, You Thing from Another 
World, You’: How Warner Bros. Animators Responded to the Cold War (1948-1980)” (2001), 
scholar Michael E. Birdwell describes Marvin the Martian as a representation of the Soviet 
Union. Marvin showed an obsession with world domination and expansion, wore the communist 
color of red, and displayed a facelessness, which stripped him of any individuality.7 With this 
cartoon’s antics, the Warner Bothers not only painted the Soviet Union as the villain but also 
brought attention to the absurdity of the nuclear arms race and mutually assured destruction. The 
cartoonists aimed the criticism at both governments, but overtly vilified one over the other. In the 
article, “George F. Kennan as Represented by Chuck Jones: Road Runner and the Cold War 
Policy of Containment (1949-1980)” (2001), Roger Chapman sees the struggle between Coyote 
and Road Runner as emblematic of George F. Kennan’s policy of containment.8 Coyote, 
representing the Soviet Union, is never able to catch Road Runner, the United States. This 
dynamic reiterates that the United States does not have to have a military reaction to the Soviet 
Union, but can contain the threat politically by remaining cool and vigilant, like the Road 																																																								
6 Knapp, 10. 
7 Michael E. Birdwell, "Oh, You Thing from Another World, You": How Warner Bros. Animators Responded to 
Cold War (1948-1980)," Film & History Volume 31 Issue 1 (May 2001): 34 – 39. 
8 Roger Chapman, "George F. Kennan as Represented by Chuck Jones: Road Runner and the Cold War Policy of 
Containment (1949-1980)," Film & History Volume 31 Issue 1 (May 2001): 40-43.	
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Runner. But even after the policy of containment failed with the rise of communist China, Road 
Runner continued to represent the United States as a passive, but clever operator – one to which 
the Soviet Union could never quite catch up. These cartoons set a precedent in structure and 
format that children’s media emulates even today, but in the 1990s it becomes unclear who the 
United States is thwarting in plans for world domination and running ahead of in technological 
progress.  
 Some studies of the Cold War in children’s media do not involve representations of 
Russia or the Soviet Union but instead, focus on the formation of Cold War masculinity. A few 
scholars have noted the Walt Disney Company’s role in perpetuating masculine ideals during the 
twentieth century. In his article, “The Light in the Forest Is Love: Cold War Masculinity and the 
Disney Adventure Boys” (2004), Jeffrey P. Dennis dissects the messages from Disney’s 
Adventure Boys. Dennis ultimately concludes that their antics carried the message that “an 
intense, aggressive heterosexual desire," an element of toxic masculinity, "is an essential 
component of the American way of life.”9 In her article, “Fighting the Cold War with Pinocchio, 
Bambi, and Dumbo” (2013) Danielle Glassmeyer finds that the Disney movies of the early 1940s 
shaped the Vietnam generation’s understanding of masculinity, not only by providing strong 
moral messages about bravery and truth, but also by allowing a means of reaching across racial 
borders (represented by different species in the films) in order to act as a guide and helper to 
“less developed” peoples, such as those in East Asia.10 Although these films do not offer a 
specific representation of Russia, they do illustrate the entertainment industry’s role in shaping a 
																																																								
9 Jeffrey P. Dennis, "The Light in the Forest Is Love: Cold War Masculinity and the Disney Adventure Boys," 
Americana: The Journal of American Popular Culture (1900-present) Volume 3 Issue 1 (Spring 2004): no 
pagination. 
10 Danielle Glassmeyer, "Fighting the Cold War with Pinocchio, Bambi, and Dumbo" in Diversity in Disney Films: 
Critical Essays on Race, Ethnicity, Gender, Sexuality, and Disability, edited by Johnson Cheu (Jefferson, NC: 
McFarland, 2013): 99-114.	
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child’s perception of his or her place in society at home and abroad. Will these lessons in 
masculinity continue to play on children's screens into the 1990s, when there is no longer a direct 
challenge to the United States as a superpower and third wave feminism is taking off? 
 
Russia in Popular Media before the Cold War 
 These Cold War-focused works help lay the groundwork for understanding trends in 
representing Russia in American children’s media, but they leave a gap in understanding how 
media treats Russia when it is not popularly regarded as the nation’s top enemy. In order to 
explore this notion further, one must look back to before the Cold War to get a sense of what 
could occur after it. Studies of Pre-Cold War children’s media are difficult to come by; however, 
one can look at representations of Russia in American popular culture at large before the start of 
the Cold War. Choi Chatterjee’s work “The Russian Romance in American Popular Culture, 
1890-1939” (2013) explores American popular culture’s tendency to romanticize the 
“prerevolutionary image of the Russian as a cultured, cosmopolitan, and extravagant nobleman,”  
while experiencing the urge to “transform, redeem, and Americanize the object of desire [i.e. the 
Russian individual].”11 This notion never applied to Russia as a country, but only individuals that 
one could interact with and, hopefully, reshape. Chatterjee claims that this pre-Cold War image 
survived the Cold War and can even be seen today, such as on the popular American cable 
series, Sex and the City (1998-2004). Will this romantic image resurface in children’s media to 
help reorient the populace towards viewing Russia without hostility? 
 
  																																																								
11 Choi Chatterjee, “The Russian Romance in American Popular Culture, 1890-1939,” in Americans Experience 
Russia: Encountering the Enigma, 1917 to the Present, edited by Choi Chatterjee and Beth Holmgren (New York, 
NY: Routledge, 2013), 87-89. 
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ANALYZING CHILDREN’S MEDIA 
The scholars who have produced works on the Cold War in children’s media performed 
close readings of one or multiple pieces of fiction and searched for themes and messages related 
to the Cold War and Cold War mentality through the analysis of characters, relationships, and 
settings. These scholars aim to have a deeper understanding of the creator of the studied work or 
the mood of the period in which the work was created.  The studies on advertising and violence 
in the media approach the matter from a more scientific standpoint, choosing careful samples of 
media, coding them for keywords and incidents, and measuring impact on children through 
interviews and psychological tests. My method combines these approaches to study 
representations of Russia and the Cold War in children’s films from the nineties. To choose the 
films that I've included in this project, I specified criteria which the films had to meet and a 
replicable method of locating films with such criteria. I then performed close readings of the 
films and assessed key themes, namely searching for instances of the othering of Slavic peoples 
and residual Cold War sentiments, such as toxic masculinity.   
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CHAPTER 3 
METHODOLOGY 
 
CHOOSING FILMS 
In order to explore what messages children are receiving from popular media 
immediately after the Cold War, I have chosen a sample of several American children's films in 
which Russia, Russians, or Cold War tension play a role in the plot. Each film had to meet 
several criteria, and no films meeting these criteria were intentionally excluded.  
 
Year  
To capture this post Cold War ideological moment, the film release date could be no 
earlier than 1992. Films take several years to develop; therefore, although international relations 
and perceptions began to change drastically with the fall of the Berlin Wall in 1989, it would 
have taken several years for long-term media projects to catch up. In addition to being three 
years after the fall of the Berlin Wall, 1992 also marks the first full calendar year in which the 
Russian Federation is in existence (the name was officially changed in December of 1991). Films 
can be released no later than 2001, as September 11, 2001 marks a new era in international 
politics for the United States, whose focus indefinitely turned to a War on Terror after the tragic 
attack on the World Trade Center.  
 
Audience 
The audience of these films needed to be the young Generation Y, more specifically, 
children born in the late eighties and early nineties. Throughout the period of this study, 1992 to 
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2001, this cohort would have roughly been anywhere from 1 to 16 years old. Ideally, these 
children had little to no recollection of the Cold War. I chose films that had genres labeled as 
Children's/Family movies in the AllMovie Database.12 To narrow down the pool of films 
available and to ensure that the messages of the films were reaching a sufficiently large 
percentage of children, each film had to be widely theatrically-released.13 
 
Russian- and Cold War-content 
Although Wikipedia does not always represent a reliable scholarly source, it does often 
offer detailed plot summaries of films. In order to find films in which Russia, Russians, or Cold 
War tension play a noticeable role, I keyword-searched the Wikipedia plot summaries for all 
Children's/Family movies listed on AllMovie Database that were American-made and 
theatrically-released from 1992 to 2001.14 The keywords I used were: Russia (Russian), Eastern 
Europe (Eastern European), Soviet, and Cold War. Russia, Soviet, and Cold War are directly 
related to themes and characters I am trying to identify in these films. I also included Eastern 
European because films may include characters with Slavic accents or backgrounds without 
specifying exactly from where they originated. A vague Slavic accent often leaves reviews and 
summaries to refer to such characters as "Eastern European." Such characters might still carry 
prejudices from the Cold War era, as most Slavic countries were part of the Soviet Bloc. Below 
is a table of the nine films that this search generated.   
																																																								
12 AllMovie Database: http://www.allmovie.com/. 
13 Wide release is defined as a film that "is playing at 600 or more theaters, which generally indicates a nationwide 
release (the term is short for "nationwide"). "Box Office Tracking by Time," Box Office Mojo: 
http://www.boxofficemojo.com/about/boxoffice.htm.  
14 On AllMovie Database, there were nearly 800 Children's/Family films released between 1992 and 2001; however, 
less than half of them were American-made and theatrically released.	
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ANALYZING CONTENT 
The films are divided into three categories based on the amount of Russian- or Cold War-
related content present in the film: high content, medium content, and low content. In high 
content films, Russia, Russian characters, or the Cold War feature prominently and are necessary 
to the plot of each film. Russia, Russian or Slavic characters, or the Cold War are not necessary 
to the plot of each film but add depth to the story in medium content films. Russia, Russian or 
Slavic characters, or the Cold War are unnecessary to the plot of each film, feature very little, 
and do not contribute to the depth of the story in low content films. This division is useful in 
determining if the amount of Russian- or Cold War-related content a film has affects the 
messages of the films. I performed close readings of each film and assessed key themes 
involving Russia and the Cold War. By examining the characters, relationships, and settings, I 
searched for instances of the othering of Slavic peoples and residual Cold War sentiments, such 
as toxic masculinity. Othering occurs when a character or place is blatantly different from what 
Title Year 
Released 
Rating 
Air Bud: Golden Receiver  1998 G 
Anastasia 1997 G 
Balto 1995 G 
Cats & Dogs 2001 PG 
D2: Mighty Ducks 1994 PG 
Jungle 2 Jungle 1997 PG 
Paulie 1998 PG 
The Adventures of Rocky and Bullwinkle 2000 PG 
The Iron Giant 1999 PG 
Information for this table was gathered from the International Movie Database (IMDb). 
 
Table 1 – Films Chosen for Analysis 
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viewers consider normal or is not relatable. Examples of othering can include foreign accents, 
peculiar dress, or backwardness (morally, intellectually, or technologically). 
These films can present macro messages, very basic and obvious messages,  messo 
messages, slightly deeper messages that can still be identified by viewers, and a mirco messages, 
which are very deep messages found after multiple viewings and much analysis. The more 
content a film has related to Russia or the Cold War, the deeper the messages can be. All nine 
films will have macro messages, which will show Russia as an other. Deeper messo and micro 
messages could complicate the message of Russia as the other.  
 
Russian Reviews 
 The analysis also uses Russian reviews to see what messages Russian viewers are pulling 
out of the films and what kind of reactions they have to Russian characters or Cold War 
messages. These reviews are from the Russian movie database KinoPoisk.15 The reviews have 
usefulness ratings in which website visitors can rate the film as useful or not useful. I am looking 
at the five written reviews judged most useful by KinoPoisk readers for each movie. If the film 
has five or fewer reviews, I will look at all of them.  
																																																								
15 KinoPoisk: htttp://www.kinopoisk.ru. 
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CHAPTER 4 
ANALYSIS 
 
 I have divided the film analyses into three sections based on the amount of Russian- or 
Cold War-related content present in a film: high, medium, and low content. This division allows 
me to explore whether the filmmakers messages about Russia or the former Soviet Union depend 
on the depth with which they explore the topic. Out of the nine films that I am analyzing, three 
fit into each category. Anastasia, The Iron Giant, and The Adventures of Rocky and Bullwinkle 
are high content films. Balto, Cats & Dogs, and Paulie are medium content films. Air Bud: 
Golden Receiver, D2: Mighty Ducks, and Jungle 2 Jungle are low content films. 
 
HIGH CONTENT FILMS 
 The Russian- or Cold War-related themes of high content films feature prominently and 
are necessary to the plot of each film. The filmmakers cannot remove Russia or the Cold War 
from the film without completely changing the movie and the movie's messages. Russia and the 
Cold War are essential to Anastasia, The Iron Giant, and The Adventures of Rocky and 
Bullwinkle, and because of the amount of relevant content, these films explore such themes with 
greater depth than medium or low content films - the Slavic characters are more present and have 
greater depth, or the Cold War is critical to a film's themes. 
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Anastasia (1997) 
In 1997, Fox Animation Studios released a largely successful and highly rated16 
children’s movie with an entire cast of Russian characters. The film, Anastasia, an animated 
retelling of the 1956 movie of the same name starring Ingrid Bergman, reimagines the fate of 
Grand Duchess Anastasia Nikolaevna Romanov.17 Thanks to the aid of a young boy who worked 
in the palace, Anastasia and her grandmother are the only surviving members of an attack on the 
Romanov royal family. However, while chasing a train with her grandmother, Anastasia falls, 
hits her head, and is lost to her grandmother. The accident leaves her without a memory, and she 
is brought to an orphanage with the only clue to her past being a necklace that says “Together in 
Paris,” a gift from her grandmother who had relocated to the European city. Ten years later, now 
known as “Anya,” she finds her way into the scheme of two conmen, Dimitri and Vlad, who are 
hoping to take her to Paris and pass her off as the real Anastasia to receive a reward from her 
grandmother, the Grand Dowager Empress Marie. Only when they are in Paris does Dimitri, the 
young boy from the palace who helped save Anastasia, realize that Anya is the real Grand 
Duchess.  
The film contains a number of grossly inaccurate historical details (in addition to 
Anastasia’s reimagined survival). The timeline and Anastasia’s age are misrepresented - people 
attack the palace the night of the 300th anniversary of the Romanov Dynasty, which occurred 
three years before the revolution, and Anastasia is portrayed as a young child during the attack, 
rather than a teenager. The Dowager Empress did not relocate to Paris before or during the 
																																																								
16 The International Movie Database (IMDb) rated the film 7.1/10. "Anastasia," IMDb, 
http://www.imdb.com/title/tt0118617/?ref_=nv_sr_1/0. 
17 In 2007, 10 years after film was released, scientists confirmed she died at the same time as the rest of her family. 
Michael D. Coble and Odile M. Lorielle, "Mystery Solved: The Identification of the Two Missing Romanov 
Children Using DNA Analysis," PLOS (March 11, 2009), 
http://journals.plos.org/plosone/article?id=10.1371/journal.pone.0004838. 
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revolution, but to England and then Denmark after the revolution.18 The filmmakers left the 
revolution and the creation of the Soviet Union largely unexplained and even attributed the 
violence to a historical figure, Grigori Rasputin, who had died some months before the 
revolution and was not by any means a communist. Despite such inaccuracies, the movie itself 
does not portray Russia or the Russian people in a negative light. 
The cast of characters are relatable and likable; however, some attributes make the two 
love interests and centers of the film, Dimitri and Anastasia, less “Russian” than the side 
characters and villain. Anastasia and Dimitri are the only Russians without accents; America’s 
sweethearts of the 80s and 90s, Meg Ryan and John Cusack voice the two characters native to St. 
Petersburg. Dimitri’s attire is more recognizable to American viewers – he sports a vest, tie, and 
jacket in contrast to the Eastern European-inspired peasants in St. Petersburg. Anastasia spends 
half of the film in a torn-up, long belted shirt and the other half in beautiful dresses. The 
filmmaker's choice to make these characters "less Russian" makes them more relatable to the 
American children watching the film.  
Like the other side characters of the film, the Dowager Empress Marie sports a fake 
Russian accent (courtesy of Angela Lansbury), but unlike the other characters, her appearance is 
entirely regal and sophisticated. She stands apart from any other character in the film, 
representing an elegant and proud imperial Russia. Although Vlad (his fake Russian accent 
courtesy of Kelsey Grammer) starts the movie as a conman, he was once a member of the royal 
court and returns to a position of glory at the end of the film. He wears a fur-lined coat and an 
ushanka-inspired hat throughout the majority of the film, differentiating himself from the peasant 
workers and holding on to his regal, imperial Russian past.  																																																								
18 Art Beeche, "The Dowager Empress Marie," Alexander Palace Time Machine: 
http://www.alexanderpalace.org/palace/mariabio.html. 
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The villain, Rasputin, based on the historical figure of Grigori Rasputin, the mystical 
healer attached to the Romanov family, is the most befuddling aspect of this fantastical film. He 
sports a dark religious robe and a gravely Russian accent (courtesy of Christopher Lloyd). Along 
with Anastasia, who says goodbye in Russian to Rasputin at the end of the film, he is the only 
dominant character to speak Russian, as he includes the verse “do svidaniia, Anya, your grace” 
in his song “ In the Dark of the Night.” Rasputin represents a dark and dangerous mysticism but 
is also credited with starting the revolution in Russia by possessing the peasants with demons. 
On the night of the 300th anniversary of the Romanov Dynasty, Rasputin interrupts the 
celebration, while the Dowager Empress Marie narrates, “From that moment on, the spark of 
unhappiness in our country was fanned into a flame that would soon destroy our lives forever.” 
The Dowager Empress Marie's narration is the extent to which the filmmakers explain the 
political and social revolution in Russia. 
Before Rasputin supposedly caused this revolution, the filmmakers paint St. Petersburg 
as a luxurious and beautiful European city. The Dowager Empress explains, “There was a time, 
not very long ago, when we lived in an enchanted world of elegant palaces and grand parties,” as 
her carriage rides through the streets of St. Petersburg, which has well-kept stone buildings and 
is completely lit by twinkly string lights. The outside of the palace is similarly lit, and the inside 
is richly colored in reds and golds, with detailed ornamentation. The only thing to suggest the 
setting is anywhere other than a Western European palace is the attire of the guests, who wear 
Russian-inspired headpieces and robes. 
St. Petersburg ten years later is a vastly different place that still has a hint of the elegant 
past, which the filmmakers are suggesting is not entirely lost. The beautiful golden domes of a 
cathedral still shine above the clouds, but under the clouds are the city smog and an abundance of 
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intrusive construction work. The European-inspired buildings are in neglect and the streets are 
dirty and full of peasant workers. The visual representation of the city is enough to show that the 
revolution was not good for the people; however, everyone breaks out into a song to further 
illuminate this point. “A Rumor in Saint Petersburg” begins “St. Petersburg is gloomy, St. 
Petersburg is bleak. My underwear got frozen standing here all week. Since the revolution, our 
lives have been so grave! Thank goodness for the gossip, that gets us through the day!” The song 
makes it clear that the inhabitants of Russia are miserable and need gossip to distract them from 
their terrible lives. The song and accompanying imagery also suggest heavy black market 
activity, as people barter on the streets and whisper about Romanov-related goods to each other.  
Later scenes show Anya and her conmen companions having to forge documents to leave the 
country, and the Soviet officials are large, disgruntled men. Through the contrast between pre- 
and post-revolution Russia, the filmmakers romanticize imperial Russia and demonize the 
governmental structure behind Russia after the revolution.  
Anastasia, Dimitri, and Vlad also travel through Germany and make it to Paris, places 
that both offer the viewer a point of contrast from Russia. In both the pre- and post-revolutionary 
scenes in Russia, it was snowing. There was no Russia scene without snow, but as soon as the 
heroes leave Russia, spring has come. In Stralsund, Germany where the Grand Duchess and her 
companions catch a boat, the common people on the streets are dressed better than the Russian 
peasant workers and in more recognizable suits and dresses. Once they make it to Paris, they are 
met with wonders they have never experienced. Everyone on the streets is fashionable, free, 
expressive, and artistic. The protagonists shop at Chanel and view a cancan dance at a club. They 
make their way to the top of the Eiffel Tower and are met with a plane and fireworks, and they 
can view the elaborate fountain below. The backgrounds look like watercolor paintings and 
 19 
everywhere pops of color are on display. Post-revolutionary St. Petersburg was gray, poor, and 
oppressed, while Paris is colorful, rich, and modern. The only moment Paris looses its glitz is 
when Rasputin makes his way into the city and covers it with ice to remind Anastasia of the 
night of the revolution in Russia. But the ice disappears once Anastasia destroys Rasputin, 
literally saying do svidaniia to him and to her troubles that started in St. Petersburg with the 
revolution.   
In these last moments of the film, before Rasputin realizes that Anastasia is about to 
destroy him, he sarcastically says, “Long live the Romanovs.” Anastasia surprises him and 
replies, “Right. I couldn’t have said it better myself.” And this, in essence, is the message the 
filmmakers are sending viewers of this film, i.e. children, about Russia. The imperial family and 
pre-revolutionary Russia is romanticized. Despite Russia’s dark period of poverty and oppression 
after the revolution, there is still hope. Underneath the industrial smog and grim, the rich colors 
and elegance still remain. This message matches scholar Choi Chatterjee’s claims about pre-Cold 
War, post-revolutionary American popular culture’s tendency to project a  “prerevolutionary 
image of the Russian as a cultured, cosmopolitan, and extravagant nobleman;”19 however, 
Chatterjee’s claims applied only to individuals, not to Russia as a whole, whereas this film 
romanticizes and misrepresents the country and its history and suggests that the entirety of 
Russia can be redeemed. Chaterjee also recognized an urge to “transform, redeem, and 
Americanize the object of desire [i.e. the Russian individual].” This also certainly can be seen in 
the film. Anastasia and Dimitri are Americanized from the start of the film, with their lack of 
accents and appearance. In the end of the movie, Anastasia chooses love over a rich and elegant 
life with her grandmother and elopes with Dimitri in Paris, where capitalism is romanticized 
through fashion and a modern, rich setting, rather than return to Russia.  																																																								
19 Chatterjee, 87. 
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The film sends various messages to its viewers, depending on the depth with which one 
thinks about its themes. On the surface, Russia is certainly represented as an other, which is the 
macro message of this film. The country was backwards and poor thanks to the revolution, and 
accents and attire make the otherness more apparent, especially in comparison with Paris. On a 
deeper level, the film does suggest that this otherness can in someway be overcome, at least in 
part, or perhaps made less inferior, which is the messo message of the film. There is still hope for 
Russia in the Romanovs, and its rich history and splendor are just below the surface of the 
industrial grit and grayness. Even deeper, the setting of Russia and the use of Russian characters 
can still tell the same moral stories of the importance of love and family that Americans tell 
using other Americans. These people have the same needs and desires and are capable of making 
the right choices. The micro message of this film is that Russians are no different than us. Of 
course, this narrative of sameness detracts from real Russian history and culture. Class played a 
huge role in the Russian Revolution, but in Anastasia, class exists but does not matter. In a 
fairytale twist, the poor conman wins the heart of the rich princess, which mirrors the distinctly 
American fairytale that one can rise above his or her class. 
 
A Russian Response to Anastasia 
KinoPoisk rates Anastasia (Anastasiia) highly, with a general rating of 8.107 (out of ten) 
and a critical rating of 86%. The website posted a total of 163 written reviews, 130 positive, 15 
negative, and 18 neutral. Four of the five written reviews with highest ratings were incredibly 
positive and, for the most part, recognized the historical inaccuracies but did not dwell on them. 
The most highly rated review, titled “The Riddle of the Grand Duchess Anastasia” (“Zagadka 
velikoi kniazhny Anastasii”), gives a summary of the historical rumors that surrounded 
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Anastasia’s unconfirmed death. After giving this summary, the reviewer states, “As you can see, 
this cartoon does not correspond to the historical truth. But who knows the truth?” Preferring the 
animated version to the real story, the writer ends the review with “It is the best cartoon of our 
time!” (“Luchshii mul’tfil’m nashego vremeni!”).20 Another reviewer rather violently disregards 
anyone who criticizes the film’s historical inaccuracy. The review, titled “Historically 
inaccurate? Go to hell. This is my childhood” (“Istoricheski nepravil’no? Idite k chertu. Eto moe 
detstvo”), claims that, despite the historical inaccuracies, the film peaked the reviewer’s interest 
in the history of the Romanovs and deeply affected her childhood.21 One of the five most highly 
rated reviews was not forgiving of the historical inaccuracies and berated the producer, Don 
Bluth, for his laziness.22 Although negative opinions were not popular, as only 15 of the 163 
reviews on the website were negative, the inaccuracies this review points out still resonated with 
users of this website, even if most of the viewers thought the quality of the film outweighed the 
misrepresentation of history. Based on the written reviews and overall ratings of the film, it is 
safe to say that the film’s romantic portrayal of the Romanov Dynasty was well received by a 
significant portion of the Russian children who saw it, possibly resonating with the Russian 
nostalgia for the pre-revolutionary period. 
 
The Iron Giant (1999) 
Warner Bros. Feature Animation adapted Ted Hughes’ 1968 novel, The Iron Man, into a 
highly rated23 children’s film titled The Iron Giant, released in 1999. The story follows a boy 
who finds and befriends a giant metal robot in the late 1950s, following the height of 
																																																								
20 Proprio [pseudonym], "Anastasiia," KinoPoisk:	http://www.kinopoisk.ru/film/2513/. 
21 Alina_23 [pseudonym], "Anastasiia," KinoPoisk: http://www.kinopoisk.ru/film/2513/. 
22 Hakasims [pseudonym],  "Anastasiia," KinoPoisk: http://www.kinopoisk.ru/film/2513/.	
23 IMDb rates the film 8/10. "The Iron Giant," IMDb: http://www.imdb.com/title/tt0129167/. 
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McCarthyism paranoia and the Soviet launch of the satellite Sputnik into space. It soon becomes 
apparent that the so-called “Iron Giant” is a massive weapon. A federal agent and the military 
come to investigate claims of dangerous foreign activity in the area and chaos ensues. However, 
the movie goes on to show that paranoia and overreaction present the largest threat to the small 
American town the boy calls home, criticizing the Cold War mood. 
The setting of the film, Rockwell, Maine, is a stereotypical “American small town,” and 
the main character, Hogarth Hughes, is a stereotypical “American boy.” The town, located on the 
coast of New England, has a quaint downtown area, a central church with a white steeple, and a 
popular diner, where Hogarth’s widowed mother works. The inhabits of the town are clearly 
working class people, fishermen and blue collar workers, all of whom act with hostility towards 
the local town beatnik, Dean. Hogarth sports red, white, and blue in the first half of the film, 
wearing red and white sneakers, a red wind breaker, blue jeans, and sometimes a white 
undershirt, and watches B horror movies (the themes of which often reflected Cold War fears 
and paranoia aimed at “the other”). He also likes to pretend he is in the military or an action 
hero, at one point putting on his deceased father’s fighter pilot helmet and grabbing his BB gun 
to explore the commotion at the power plant near his home. He and his classmates discuss 
“blowing the enemy to smithereens” when discussing what foreign power could have destroyed 
the local power plant. Hogarth and his friends display a level of toxic masculinity – a concerning 
level of aggression and violence that is associated with being masculine and powerful – that was 
not only common but lauded during the Cold War. 
 This toxic masculinity and wide-spread acceptance and encouragement of violence were 
fueled by the atmosphere of paranoia that cloaked America during the 1950s and early 1960s, 
and the film showcases this paranoia in an ugly light. Throughout the film, Dean is seen reading 
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newspapers with sensationalistic headlines such as “Disaster Seen as Catastrophe Looms,” or 
“Russian Satellite Seen in the Night Sky.” The children in Hogarth’s class watch a film in school 
called “The Atomic Holocaust” in which cheery singing instructs the children to “duck and 
cover” in the event of a nuclear attack.  
Kent Mansley (note the “manliness” of his name), the federal agent sent to investigate the 
destruction of the power plant and rumors of foreign invaders, embodies this spirit of paranoia 
and overreaction. When trying to convince Hogarth, who he believes knows about the elusive 
Iron Giant, to give him information, Mansley says of the robot, rather manically, “Who built it? 
The Russians, the Chinese, the Martians, the Canadians – I don’t care! All I know is we didn’t 
build it, so that’s enough to assume the worst and blow it to kingdom come!” He gasses Hogarth, 
only a child, with chloroform and sends a rocket into the small town after a military general 
deems it unnecessary, showing how dangerous and extreme his paranoid thoughts are. These 
reactions to fear are not seen as a credit to an individual but as distasteful and shameful. 
 The film condemns violence and paranoia and humanizes the enemy by literally 
humanizing a robotic weapon. The Iron Giant is kind and curious – he is inquisitive about the 
world around him and fearful of hurting anyone or anything. He saves children and expresses 
remorse when he sees hunters shoot a deer. He chooses to be something other than a gun - a 
weapon meant to destroy lives. The real enemy turns out to be the federal agent, whose 
overreaction puts the entire town in peril. When Mansley sends a rocket toward the town against 
the orders of a military general to destroy the passive robot, the Iron Giant sacrifices himself by 
flying into the sky and detonating the rocket above the town.  
 Hogarth grows and steps away from this toxic masculinity as his relationship with the 
Iron Giant progresses. When he and the robot witness the hunters kill a deer, Hogarth expresses 
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his sadness over the loss of life and teaches the Iron Giant that “guns are bad” and that “souls 
don’t die,” both phrases the Iron Giant later repeats. Although Hogarth wants to play military 
and action hero games with the giant, he learns that fake guns and threatening situations activate 
his internal weapons system. Hogarth shows an enormous amount of understanding and not only 
forgives the robot but chases after him and convinces the town of his goodness. During his 
friendship with the Iron Giant, Hogarth also befriends the town beatnik and outcast, Dean, the 
only adult who Hogarth could envision accepting the Iron Giant. Dean is expressive, artistic, and 
accepting of others. He teaches Hogarth, who in turn teaches the Iron Giant, that one can choose 
who he or she wants to be. Through his relationships with Dean and the Iron Giant, Hogarth 
becomes more expressive and loving. Before the Iron Giant sacrifices himself, Hogarth tells him 
he loves him, and after the Iron Giant is gone, Hogarth openly admits to missing him. After the 
Iron Giant’s sacrifice, the town also starts to discard its toxic masculine ideals – Hogarth is 
finally accepted by the other boys and the town contracts Dean to build a monument to the robot 
in a place of prominence. 
 Russia itself is not prominent, but the theme of Cold War enemies is. The Iron Giant 
sends several important messages to its viewers about Russia and Cold War themes. On the 
surface, the enemy is dehumanized and othered by its representation as a weaponized robot, the 
origin of which is most certainly foreign and perhaps Russian. Therefore, the macro message is 
that the Soviet Union and other foreign nations are potentially dangerous others. However, the 
filmmakers quickly humanize the robot. The robot overcomes his otherness through a close 
relationship with Hogarth and learning that he can choose not to be harmful to those around him, 
the messo message being that otherness does not have to be dangerous and does not have to 
affect personal relationships. On a deeper level, the film disregards the Cold War enemy as a 
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foreign country, such as Russia, and points the finger at American paranoia and toxic 
masculinity, meaning the micro message takes the focus away from blame and otherness and 
turns a critical eye inward rather than outward. 
 
A Russian Response to The Iron Giant 
 KinoPoisk rates The Iron Giant (Ctal’noi gigant) highly, with a general rating of 8.064 
(out of ten) and a critical rating of 97%. The website posted a total of 40 written reviews, 35 
positive, one negative, and four neutral. The reviews which the website users voted the most 
useful were all positive and all painted the film as a moving portrait of friendship. The most 
highly rated review, titled “I have no words… only tears…” (U menia net clova… tol’ko slëzy), 
did not go deep into analysis of the film or its themes, but only lauded its emotional appeal.24 
However, a few of the most highly rated reviews noticed something deeper than a boy’s 
friendship with a robot. One reviewer drew attention to the moment when the Iron Giant and 
Hogarth witnessed the death of a deer and praised the filmmaker for the teaching moment.25 
Another reviewer appreciated the representations of childhood sincerity and adult inaccessibility 
and was glad the film did not promote carnage or war.26 Despite the appreciation of sensitivity 
and emotionality in the film, none of the most highly rated reviews mentions the Cold War 
tension and paranoia that mark this movie. The context of the story seems unimportant to these 
Russian reviewers, but the story itself is given critical praise.  
 
  
																																																								
24 Arhimed [pseudonym], "Stal’noi gigant,” KinoPoisk: http://www.kinopoisk.ru/film/538/. 25	Chessking [pseudonym], "Stal’noi gigant,” KinoPoisk: http://www.kinopoisk.ru/film/538/.	26	Gordy [pseudonym], "Stal’noi gigant,” KinoPoisk: http://www.kinopoisk.ru/film/538/.	
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The Adventures of Rocky and Bullwinkle (2000) 
The last of the three high content films is yet another movie that borrows or remakes 
from another work. The part live-action, part animated The Adventures of Rocky and Bullwinkle, 
distributed by Universal Pictures in 2000, brings the characters from the television show Rocky 
and Friends out of the animated 1960s and into a live-action, contemporary America. This time 
around, Rocky and Bullwinkle must help a young, female FBI agent, Karen Sympathy, stop 
Boris, Natasha, and Fearless Leader from taking over the United States through a method of 
zombification that involves watching “really bad television” (which also happens to be the name 
of Fearless Leader’s television network, RBTV). As stated in the literature review, Rocky and 
Friends was a potent political allegory for the ideological struggle between the United Sates and 
the Soviet Union. How does this allegory translate in a post-Cold War world, or is the allegory 
discarded entirely for some new message using the old characters? 
 The movie opens with an acknowledgement of the major changes that have taken place in 
the last forty or so years since Rocky and Bullwinkle’s show went off the air. The narrator, a 
character in his own right, jokingly highlights the invention of Velcro and lights on sneakers in 
the same breath as mentioning the end of the Cold War. Despite this dramatic shift in world 
order, the cast of heroes and villains remains the same. Rocky is still the clever squirrel and 
Bullwinkle the well-intended, lucky moose. Boris and Natasha still sport the same dark clothes 
and thick Slavic accents, while Fearless Leader, with his German accent and Nazi-esque attire, 
still has his plans for world domination.  
 However, the landscape has changed drastically. Potsylvania, the home country of Boris 
and Natasha, is no longer under Soviet influence – it is free. A scene near the beginning of the 
film has the narrator describing Potsylvania as a former Soviet Satellite, then simply stating that 
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the wall fell, so now Potsylvanians are free. The animation that accompanies this narration is 
rather unsettling – a line of men dressed in military uniforms holding guns are about to shoot a 
line of blindfolded peasants. A wall then falls on the shooters and the blindfolded peasants run 
around in circles, half-heartedly celebrating in their noticeable Slavic accents. With this image, 
the filmmakers suggest that the government of Potsylvania, not the Potsylvanians themselves, 
was the enemy and that the Postylvanians, though good people, are backwards and outdated. 
The contemporary American landscape is far from ideal, as are the people in it.  As 
Rocky, Bullwinkle, and Karen drive across the country, the characters see the same unattractive 
stretch of fast food chains and gas stations over and over again. Someone has destroyed the 
animated forest in Rocky and Bullwinkle’s hometown of Frostbite Falls, Minnesota. The FBI 
“only want results” and is no longer interested in the processes by which they are acheived. The 
heroes even come across two disillusioned college students who are “looking for America,” 
because they cannot recognize what their country has become. 
At different points in the plot, the characters seem to mirror this change in the landscape, 
but progress in different ways throughout the film. Boris, Natasha, and their fellow Potsylvanian 
spies (who all wear similar suites and express no individuality) do not at first reflect the change 
in Potsylvania, but eventually become less nefarious and more sympathetic. At the beginning of 
the film, Boris, Natasha, and Fearless Leader, now without a country over which to dictate, come 
out of the television and into the United States, with the aid of a greedy Hollywood film producer 
(aptly named Mini Mogul). They plan to control the minds of Americans through television and 
zombify them (at one point literally turning FBI agents into vegetables) in order to get them to 
vote for Fearless Leader as the next president of the United States. When Fearless Leader sends 
Boris and Natasha to destroy Rocky and Bullwinkle, the Slavic spies stick to their old ways and 
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refuse to use the new technology available to them to catch moose and squirrel. Therefore, in the 
first half of the film they are backwards and inflexible.  
However, later in the film, after their initial methods utterly fail, Boris and Natasha adapt 
and try to use the new technology that a coldhearted child-genius has created for them. They 
begin to move out of their backwards and stagnant ways. The two villains even have doubts 
about their life choices in the second half of the film. In an absurd yet relatable moment, Natasha 
tells Boris she is tired of chasing moose and squirrel and no longer wishes to be a spy. She 
suggests settling down in Potsylvania and having children together (albeit “evil” children). The 
two even give up chasing Rocky and Bullwinkle and lie to Fearless Leader about having 
completed their job, showing a disinterest in the actual conflict. 
At the end of the film, the heroes turn the child-genius’s new technology against Boris, 
Natasha, and Fearless Leader, taking them out of the live-action world and sending them into the 
Internet. The group of Potsylvanian spies who had been helping Fearless Leader zombify 
Americans rejoice at his demise and are glad to be free of him and his scheming. Not only did 
Boris, Natasha, and the spies of Fearless Leader become less threatening throughout the film, it 
seems Fearless Leader, the German, Nazi-esque dictator, was the only one worth fearing. He 
created and carried out the majority of the plan for domination, while Boris and Natasha 
bumbled and fumbled their way throughout the film. This suggests a pre-Cold War era, where 
Germany was the obvious enemy and even the Soviets wanted that power vanquished.  
Rocky, Bullwinkle, and their FBI companion Karen start the film mirroring the 
disenchanted American landscape – Bullwinkle wants to go to Washington to stop deforestation 
in his hometown, Rocky is so disheartened he can no longer fly, and Karen ignores her inner-
child, who is filled with kindness and optimism. At the beginning of the film, not only are the 
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young people disillusioned, the FBI stiff, and Hollywood producers too powerful, the American 
government is a mockery. The President of the United States (named “Signoff”) proudly stands 
“in the middle of the road” and does not quite care that the American people are being 
zombified, but only that they might not vote for him in the next election. Most of the film is a 
scathing criticism of modern American government, Hollywood, and consumerism. Nostalgia is 
constant throughout the film, but it remains unclear for what era of American history the 
filmmakers are suggesting the viewer be nostalgic. Consumerism, worrisome politics, and a 
Hollywood with an agenda were certainly all existent in the early 1960s, when Rocky and 
Bullwinkle first aired.  
As the film progresses, Rocky and Bullwinkle become more of the heroes they once were 
and the audience’s hope for America can grow. The film asks for a more optimistic and 
intelligent United States of America. Through the progression of Karen’s character, the film even 
criticizes the aggressive and emotionless (traits of toxic masculinity) American attitude. Karen, 
her full name being Karen Sympathy, becomes a more hopeful, kinder, and caring agent instead 
of the stiff, results-driven cog of the FBI she was asked to be at the beginning of the film. If 
anything, with its emphasis on the Nazi-esque Fearless Leader and a shift away from values that 
gained popularity in the Cold War, the film suggests a nostalgia for World War II era America, 
when the enemy was clear, consumerism and television had yet to reach their potential, and a 
selfless attitude was encouraged. Such characteristics do not define the era, the Cold War era, in 
which Rocky and Bullwinkle were born. 
The Adventures of Rocky and Bullwinkle sends an array of confusing messages of varying 
depths. On the surface, anything relating to the Soviet Union is othered. The poor Potsylvanian 
civilians are backward and oppressed, while the Slavic spies sport their lack of individuality and 
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thick accents and are the initial and obvious enemies in the film. The macro message is that 
people from the Soviet Bloc are different, are worse economically, politically and socially, and 
are enemies. But the film goes deeper and the Potsylvanians have the ability to change and want 
the same things that Americans want. The Potsylvanians themselves become free of Fearless 
Leader, and by the end of the film even the spies were tired of his plans for world domination. 
The messo message of this film is that these others (i.e. those from the former Soviet Bloc) can 
overcome their otherness and be more like Americans. The film was the most critical of the 
United States, and although it offered a hopeful future, it played up the absurdity of masculine 
ideals, such as emotionless and overly tough FBI agents, the dangers of consumerism and 
Hollywood, such as overly influential television programming, and environmental destruction, 
such as the loss of a varied and original American landscape. The film also pointed out the 
shortcomings of American governmental leaders, such as the silly President Signoff. The micro 
message of the film was that the former Soviet states need not be feared – Americans are their 
own worst enemies. 
 
A Russian Response to The Adventures of Rocky and Bullwinkle  
 On the Russian film website Kinopoisk, The Adventures of Rocky and Bullwinkle 
(Prikliucheniia Rokki i Bullvinklia) has a surprisingly small number of written reviews.27 The 
website offered a general rating of the film as 4.947 (out of ten) and a critical rating of 43% but 
had three positive reviews and only one negative review of the movie. None of them question the 
reappearance of distinctly Cold War villains in a post-Cold War world, and only one of the four 
reviewers understands that the absurdity of the film is commentary on the absurdity of American 																																																								
27 The Adventures of Rocky and Bullwinkle only has four reviews, while the other two high content films, Anastasia 
and Iron Giant, have 163 and 40 respectively. 
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popular culture and politics.28 One commenter suggests that adults will find the movie stupid, as 
it is too absurd, and that “it is better to show this movie to your children, and to let them laugh 
and relax. After all, a serious life awaits them, and serious films are not for them.”29 This review, 
and all of the others, miss the dark undertone of the film that suggests America fell far from its 
ideal and the majority of its inhabitants are easily mislead. Even the reviewer that noticed the 
self-deprecating and ironic humor of the film did not recognize the depth and strength of the 
filmmaker’s criticisms; that commenter is mostly concerned with the mix of live-action and 
animation, that he or she feels make the film look “stupid.”30 Overall, the written reviews 
analyzed were uncritical of the representation of Slavic peoples and did not dissect any 
commentary on post-Cold War relations. 
 
Overall Messages in High Content Films 
Anastasia, The Iron Giant, and The Adventures of Rocky and Bullwinkle share similarities 
in the various messages they send viewers about Russia and the Cold War. The macro message is 
the same in all three films and similar tactics are used to communicate this message: Russia or 
countries of the former Soviet Bloc are nations of others; these others can be evil, threatening, 
illogical, backwards, or simply unfamiliar. Both Anastasia and The Adventures of Rocky and 
Bullwinkle use accents and clothing to mark those of Slavic decent as different and, perhaps, 
humorous. Anastasia is also able to use contrasting settings (i.e. St. Petersburg versus Paris) to 
set Russia apart from Western Europe in a way that presents Russia as poorer and less 
developed. The Iron Giant and The Adventures of Rocky and Bullwinkle place Russia or former 
Soviet states, or the people in these states, as the initial enemy. Boris, Natasha, and other 																																																								
28 Leks Karter [pseudonym], "Prikliucheniia Rokki i Bullvinklia," KinoPoisk: http://www.kinopoisk.ru/film/1593/. 
29 Aleksejsenko [pseudonym], "Prikliucheniia Rokki i Bullvinklia," KinoPoisk: http://www.kinopoisk.ru/film/1593/. 
30 Anonymous, "Prikliucheniia Rokki i Bullvinklia," KinoPoisk: http://www.kinopoisk.ru/film/1593/. 
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Potsylvanian spies cause the initial panic in the The Adventures of Rocky and Bullwinkle, while 
many assume Cold War enemies are behind the arrival of the massive robot in The Iron Giant. 
 All three films also offer a messo message that complicates the macro message: the 
otherness of Russians or former Cold War enemies does not have to be frightening, and 
differences can be overcome. The heroes of Anastasia can fit in perfectly in Paris, and the grand 
past of the Romanovs is similar to histories of other European nations. Boris and Natasha want 
more from their life than being the enemies of Rocky and Bullwinkle. The robot in The Iron 
Giant chooses to be a hero rather than a weapon and can form a close friendship with a boy. 
Although these are messo messages, they are prominent enough parts of the film to be picked up 
by children.  
 All three movies go a step further in complicating the otherness of Russians and Cold 
War enemies on the surface of the film. A deeper micro message is that everyone is the same: 
individual interactions, cultural knowledge and exchange, and kindness can result in a better 
understanding of each other, an understand that we are not so different from one another. A story 
focused on Anastasia Romanov can make a Russian Grand Duchess a stand-in for any Disney 
Princess in the minds of children. A friendship can grow between an iron giant and a young boy, 
and they can teach each other about love and loss. Potsylvanians can join Americans in rejoicing 
the fall of Fearless Leader. Seemingly different people can want the same things and teach each 
other valuable life lessons.  
 These three films also take a step away from promoting the toxic masculinity (aggressive, 
violent, and emotionless traits associated with males) so popular during the Cold War. Anastasia 
focuses on a hopeful female hero, who, although she receives help from some male companions, 
makes her own decisions and fights her own battles. The Iron Giant vilifies the male FBI agent,  
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who displays no compassion and commits aggressively violent acts. The female FBI agent Karen 
Sympathy in The Adventures of Rocky and Bullwinkle learns that being an optimistic and kind 
agent works better than being an emotionless, results-driven cog. The Iron Giant and The 
Adventures of Rocky and Bullwinkle not only criticize these toxically masculine traits, but also 
other aspects of American popular culture. The former film condemns the American paranoia 
during the Cold War, while the latter shames contemporary politics and the popularity and power 
of Hollywood.  
 
MEDIUM CONTENT FILMS 
 The Russian- and Cold War-related themes of medium content films add depth to the 
story but are not necessary to the plot. Russian characters or Cold War themes are interesting 
additions to the films Balto, Cats & Dogs, and Paulie, and are explored in some depth.  
 
Balto (1995) 
In 1995, Universal Pictures released Balto, an animated film based loosely on a true story 
about the lead dog on a sled team that brought diphtheria antitoxin to Nome, Alaska during a 
deadly outbreak in the 1920s, when fierce blizzards made other methods of delivery impossible. 
The film centers on Balto (voiced by Kevin Bacon) - part wolf and part dog - who is an outcast 
in the small Alaskan town. The town does not allow him on the sled team that needs to pick up 
the antitoxin, even though he is the quickest dog in the area. However, the dog team gets lost, 
and Balto finds it and brings home the antitoxin. As the movie progresses, Balto learns to accept 
his mixed breed, uses his wolf instincts to his advantage, and gains acceptance from the 
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townspeople. Although Balto spends a majority of the film as an outcast, he does have one close 
friend, a Russian goose named Boris Goosinov (voiced by Bob Haskins). 
The goose and his "Russianness" are not necessary to the plot; however, this sidekick 
offers useful insight, and his cautious and sarcastic attitude act as a foil to Balto's adventurous 
and, at times, reckless behavior. Although Boris is a positive character, best friend to the film’s 
hero, the filmmakers other him by drawing attention to his foreignness and his reluctance to 
participate in heroic activities. Boris sports a heavy Russian accent, from which the voice actor 
never breaks, and also uses a smattering of Yiddish words, such as "boychik," hinting at the fact 
that he is possibly a Russian Jew.  He says things such as, "What, more whimpering? Between 
you and Balto, it's like Dostoyevsky novel around here. Lighten up," and, "Spending days in 
bitter cold, facing wild animal, risking death from exposure? It's like holiday in old country." To 
cheer up Balto, he even performs a Cossack dance. At one point, Balto asks Boris if he ever 
thinks about going home, which Boris brushes off saying that he needs to be around to take care 
of Balto. This reluctance to return to Russia could hint at the historical problems of being Jewish 
in Russia; however, the topic is not further explored in the film. 
 Despite Boris's clear otherness and resistance to Balto's adventures, such as joining a 
race, challenging the other dogs in town, or going out into the wilderness to find the sled with the 
antitoxin, the goose is quite a loving, insightful, and supportive friend. Although he tries to 
dissuade Balto from joining races and confronting Steele, the cruel, but most popular dog in 
Nome, it is because Boris is like a father figure and does not want to see Balto hurt. However, 
once Boris sees he cannot stop Balto from acting, he always joins him or cheers him on, showing 
a softer side to his normally sarcastic and cynical personality. Boris is at first against Balto going 
to find the lost dog team but then sees the children in the hospital suffering from diphtheria. He 
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then does not hesitate to follow Balto into the bitter cold to retrieve the antitoxin. Boris also 
offers some of the deepest and most insightful lines of the film, such as, "Not a dog. Not a wolf. 
He only knows what he is not. If only he could see what he is" (referring to Balto). In this way, 
Boris narrates Balto's inner struggle to understand himself, helping young viewers follow Balto's 
journey of self-acceptance.  
The macro and messo messages of this film are the same ones that can be found in high 
content films. On the surface, Balto others Boris with his thick accent, sarcastic attitude, and by 
drawing attention to cultural differences. However, on a deeper level, the main character, Balto, 
accepts and values Boris, and the filmmakers use Boris to highlight the common struggle of self-
acceptance while being different. Children can walk away from the film remembering Boris not 
only as the most humorous part of the film but also as a wise, caring friend.  
The filmmakers do not offer enough depth and insight into the Russian character to offer 
a micro message about Russia or the Cold War. However, a micro message unrelated to Boris or 
Cold War themes matches one of the micro messages found in the high content films - the 
dangers of toxic masculinity. Balto's main nemesis, Steele, the cruel and popular sled dog, 
displays characteristics of toxic masculinity. In addition to his obviously masculine physical 
attributes - he is larger than the other sled dogs and has a deep voice - his personality traits are 
consistent with those associated with toxic masculinity. Steele is needlessly violent and overly 
competitive, refuses the help of others (even to his detriment and those around him), is sexually 
aggressive towards Balto's love interest, and lies about his successes (or lack thereof) to secure 
the admiration of the dogs and humans of Nome. These traits ultimately lead to his downfall and 
his rejection by the other dogs - Steele fails to lead his sled home with the antitoxin, even 
abandons them once Balto shows up, tries to hinder their return home, and lies about Balto's 
 36 
failure when he returns home without his team. The overly masculine dog is not the hero of the 
film, but the true hero is the humble and socially-rejected dog, Balto. 
 
A Russian Response to Balto 
KinoPoisk rates Balto with a general rating of 8.347 (out of ten) and a critical rating of 
50%. The website posted a total of 102 written reviews (the second highest number of reviews 
out of the nine movies, following Anastasia), 92 positive, three negative, and seven neutral. The 
reviews which the website users voted the most useful were all positive. They highly 
recommended the film as a sweet and loving story of self acceptance. Only two of the five 
reviews even mentioned the goose: both called Boris a clever goose ("umnyi gus") and left it at 
that.31 There was no recognition of his Russianness or in-depth analysis of his role in the film. 
However, the overall positive response to the film and the lack of criticism directed at Boris 
could indicate contentment with how the filmmaker portrayed the Russian goose, but there is too 
little information to say. 
 
Cats & Dogs (2001) 
 Warner Bros. Pictures released Cats & Dogs in 2001. The film revolves around a 
fictional war between cats, which want world domination, and dogs, which want to retain world 
order. A scientist is working on a formula to eliminate dog allergies, which the cats view as a 
threat to their popularity and power. The dogs (voiced by famous actors, such as Alec Baldwin 
and Toby McGuire) spend the film protecting the scientist and his family from the antics of Mr. 
Tinkles, a white, fluffy cat (reminiscent of a Bond villain's pet) who is leading other felines in a 																																																								
31 Reds Lady [pseudonym] and Vhodnoylogin [pseudonym], "Balto," KinoPoisk: 
http://www.kinopoisk.ru/film/7097/ord/rating/#list.	
 37 
bid for world domination. Although the film does not have a Russian as a main character or 
sidekick, several small characters of Russian or Eastern European descent, a handful of mentions 
of Russia, and the film's play on the spy genre, quite popular during the Cold War, make this 
movie worth exploring. 
The most prominent Russian character is an unnamed Russian Blue cat, voiced by one of 
the film's writers, Glenn Ficara. The Russian Blue is an enemy to the film's heroes, the dogs. He 
sports a heavy Russian accent and speaks with many grammatical errors. He says things such as 
"From Russia with love," when setting a trap for the dog, and hints at a disdain for American 
things by making comments such as, "Piece of junk American door." The dogs view him as 
extremely dangerous, even more so than the cat ninjas they encountered earlier in the film. 
Despite the Russian Blue's obvious stance as an enemy, he ends up being a likable and even 
admirable character. As he is trying to destroy the door leading to the scientist's laboratory 
containing his work on the allergy formula, he mutters, "I cannot believe I do this for half price... 
Mr. Tinkles is a jerk. He talk too much and shed all over... What do they know? I work hard. 
Bring home the Meow-Mix." These mutterings make it clear that he is being paid for his work to 
support his family and dislikes his employer, Mr. Tinkles. His goals are not world domination, 
but he has relatable concerns, such as providing for his family. Despite his lack of allegiance to 
Mr. Tinkles, he still refuses to give up information when he is captured by the dogs and has his 
stomach pumped, which displays a level of pride and principle that even the dogs can appreciate.  
Another character worth noting is Sophie (played by Miriam Margolyes), the maid in the 
castle of Mr. Tinkles' owner. Sophie has a thick, but vague Eastern European accent. She is 
oblivious to Mr. Tinkles' plans for world domination and embarrasses him by dressing him up in 
bows and bonnets. Although she is by no means an evil character, she is certainly not a deep one 
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either. Her accent and mannerisms appear as a joke, a way to make children and their parents 
laugh. 
 In addition to the characters of the Russian Blue and the maid, there are several mentions 
of Russia in the movie, which are largely positive. When the film begins and the dogs call on 
their kind to assemble, a sequence shows dogs from across the world answering the call. One of 
these dogs is clearly in Moscow's Red Square, as the camera pans to show Lenin's Mausoleum 
and St. Basil's Cathedral. When a puppy seeks a life of adventure, he lists all of the occupations 
he might like, including a police dog and "a Russian space dog." The film altogether blurs the 
line between good and evil regarding foreign nations by making the fight exist between species 
that could be found in every corner of the world, rather than between countries.    
On the surface, the film others Russians (and East Europeans). Their accents, phrases, 
and mannerisms are meant to make the viewers laugh. The macro message is that these people 
are different from us. However, the messo message complicates this, as Russian dogs can be 
admirable and this is not a fight between nations. On an even deeper level, this film has a 
difficult time separating itself from the tropes of the Cold War spy film genre it is emulating. 
Although the film intentionally tries to include positive images of Russia and denationalizes the 
enemy by making both cats and dogs from around the world involved in the war, it still includes 
some suggestive imagery and speech, such as Mr. Tinkles' ransom video, which is reminiscent of 
a terrorist video. The most obvious example is Mr. Tinkles' propaganda, which clearly takes 
inspiration from the communist rebel Che Guevara. Even though the film makes a conscious 
effort to portray Russia in a positive light, old habits, specifically images and tropes used in Cold 
War films, die hard.  
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A Russian Response to Cats & Dogs  
 KinoPoisk rates Cats & Dogs (Koshki protiv sobak) rather lowly, with a general rating of 
6.027 (out of ten) and a critical rating of 54%. The website posted a total of seven written 
reviews, five positive, one negative, and one neutral. Four of the reviews which the website users 
voted the most useful were positive, while one was neutral. Only two of the five most highly 
rated reviews even mentioned the Russian Blue Cat. One review mentions the Russian cat in a 
general list of the cat enemies in the film.32 The other reviewer makes a vague comment about 
the Russian Blue. After stating, "the four-legged friends make the film very stunning," the 
reviewer says, "Separately, I would like to mention the Russian cat, who was, however, still 
caught" ("Otdelno xochetsia otmetit' Russkogo kota, pravda, vcë ravno poimali").33 It is unclear 
exactly what the reviewer means. Perhaps he means that the Russian cat character was 
exceptionally entertaining and wonderful, even though the dogs ended up catching him. It is 
impossible to say for sure, as this is the extent to which the reviewer mentions the Russian. 
However, the reviewer highly rates the film, offering a nine out of ten. The reviews do not pay 
particular attention to representations of Russia in the film. 
 
Paulie (1998) 
 Dreamworks released Paulie, a film about a talking parrot trying to find his way home, in 
1998.  The parrot, Paulie, develops a close friendship with his owner, a little girl named Marie, 
but after some time, Marie's father takes Paulie away from his daughter. Paulie has a series of 
adventures over a period of many years as he tries to find Marie again. The bird eventually finds 
himself locked up in the basement of a research institution, where he comes across a Russian 																																																								
32 Warpdie [pseudonym], "Koshki protiv cobak," KinoPoisk: http://www.kinopoisk.ru/film/3892/. 
33 SpiritShaman [pseudonym], "Koshki protiv cobak," KinoPoisk: http://www.kinopoisk.ru/film/3892/.	
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immigrant, Misha Belenkoff, (played by Tony Shalhoub), who sets him free and helps him 
finally reunite with Marie.  
 Misha appears to be a poor and simple janitor at the beginning of the film. As he starts 
his new job as a janitor at the research institution, he has to borrow a uniform as he is too poor to 
provide himself with one. He explains to his supervisor in broken English with a thick Russian 
accent, "I come to America to make money." One is left to assume he could not making a living 
in Russia - a detail that could be explained by the Russian economic collapse in the 90s, but 
children were unlikely to know about the financial crisis in Russia and would probably assume 
that Russia was simply poor. As with many American immigation stories, the immigrant's origin 
is unimportant - the opportunity he has in coming to America is all that matters. However, as the 
film progresses, Misha and Paulie make several references throughout the film to Misha's 
Russian heritage. Misha tells Paulie a little about his life in Russia, and when Paulie warns Misha 
that he has a long story about how he ended up in the basement of the research institution, Misha 
replies, "I'm Russian. I like long stories." Paulie, in response, calls him Chekov (while at an 
earlier point in the film, he called Misha Tolstoy). These instances other Misha, but they also 
hint at a rich and intelligent Russian culture, taking a step away from the traditional immigrant 
story found in American popular media by giving a glimpse at the previous life of the immigrant. 
 The movie soon makes clear that not only is Misha a good character, but an incredibly 
kind one as well. When Misha first sees the animals locked up in the institution, he is concerned 
and states, "In cage can only live like prisoner." Misha immediately takes an interest in Paulie, 
who appears sickly and lonely, and after researching what kind of food the parrot could eat, uses 
what little money he has to buy Paulie fruit. After Paulie tells him his "long story," he sets the 
parrot free at the risk of losing his job and possible deportation and takes him to find Marie.  
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 Not only is Misha kind and selfless, but he is also deep and intelligent. He explains to 
Paulie, "In Russia, I was a teacher of literature. In America, I am cleaner of bird crap... I miss 
words. I miss my language!" Misha also talks about a time when he was in love and how he lost 
his love to his best friend because he was too afraid to tell her how he felt. Someone worth 
falling in love with, he explains, is "pretty, but smart... she would have books on her table and 
flowers in her hair." The suggestion that his life was in anyway better or more fulfilling in Russia 
than it is in America is a step away from the traditional immigrant story, in which life in America 
is always better than life in the origin county. However, Misha is eventually set up as a possible 
love interest for the grown-up Marie at the end of the film. When Paulie and Misha finally locate 
Marie, she invites Misha to stay awhile. When Misha tries to decline, Paulie draws attention to 
the flowers in Marie's hair and says that she probably has books on her table. This potential love 
suggests that a fulfilling life could also be possible in America. 
 The macro message of the film is that a Russian is an other. The filmmakers draw 
attention to Misha’s differences and shortcomings, through his accent and grammatical 
inaccuracies, and by drawing attention to his poorness and Russian past. He is out of place in 
America and had an occupation that suited his intelligence and the possibility of a love life in 
Russia. However, the film goes on to promote a deeper, messo message that Misha’s otherness 
does not matter, as he is kind, selfless, and intelligent. His friendship with Paulie offers him 
relief from his loneliness, and he even becomes a potential love interest to an important 
character. These relationships show that he can potentially fit in to American culture. This film 
does not explore his Russianness or foreign relations more in depth; therefore, the micro 
messages are largely unrelated to Russia, but are about the importance of using one's voice for 
expression. Although one might say that this could be a jab at Russia's lack of freedom, Misha 
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never mentions being afraid to speak about his politics or ideas, only that he was afraid to 
express his love for a woman. Therefore, such an interpretation would be highly unlikely.  
 
A Russian Response to Paulie 
 KinoPoisk rates Paulie (Poli) with a general rating of 7.839 (out of ten) and a critical 
rating of 63%. The website posted a total of six written reviews, all positive. Although none of 
the five most highly rated reviews talk specifically about the portrayal of the Russian, most of 
them mention the Russian, and two of them fondly mention the quote, "I'm Russian. I like long 
stories," suggesting they appreciated and related to Misha's comment.34 One reviewer describes 
Misha as one of "the good people encountered on [Paulie's] way," and describes him as a 
Russian literature teacher, rather than a janitor, drawing attention to his intelligence and depth.35 
Although an in-depth analysis of Misha's character is absent from these reviews, these small 
mentions and the way the reviewers choose to describe him display an affection and a kind of 
pride in the Russian character's depth.  
 
Overall Messages in Medium Content Films 
 Balto, Cats & Dogs, and Paulie share the same macro and messo messages about Russia 
and the Cold War as high content films. The macro message remains: Russians are others. They 
are culturally different, backwards, and sometimes even threatening. The tactics used to 
communicate this message in medium content films is similar to the ones used in high content 
films – the Russian is placed as an enemy or is made unfamiliar through accent and cultural 
references. The medium content films also use grammatical errors in speech in addition to heavy 																																																								34	AntiGeisha [pseudonym] and Tommy M [pseudonym], "Poli," KinoPoisk: http://www.kinopoisk.ru/film/3626/.	
35 AntiGeisha, "Poli."	
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Slavic accents to denote differences. This might suggest an inability to adjust to a new language 
and possible stupidity.  
 However, in each of the three medium content films, the Russian characters turn out not 
to be stupid, but clever and admirable. Therefore, the grammatical mistakes are likely just a tool 
used to further denote the otherness of the characters. Despite the obvious otherness of the 
Russian characters, these films promote the same messo message as the high content films: the 
otherness of Russians or former Cold War enemies does not have to be frightening, and 
differences can be overcome. In these instances, their differences are overcome through 
education, compassion, and competence. Balto and Paulie reveal that, despite slight difficulties 
grasping the English language, Boris and Misha are smart, cultured, and loving. They are both 
helpful to their films’ heroes, ensuring that they achieve their goals and live their dreams. Even 
the enemy Russian cat in Cats & Dogs is clever, capable, and, most importantly, relatable. He 
just wants to complete his job and has no interest in Mr. Tinkles’ vendetta.  
 Balto, Cats & Dogs, and Paulie do not go as far as Anastasia, The Iron Giant, and The 
Adventures of Rocky and Bullwinkle in complicating the otherness of Russians or Cold War 
enemies on the surface of the film. Although Boris and Misha are shown to be friends rather than 
enemies, there is not enough focus on them to suggest sameness or deeper messages about the 
futility of the Cold War. These characters are interesting, but not essential to the plot. The 
Russian Blue cat proves to be a more complex character than an evil enemy, and other messages 
in Cats & Dogs suggest a good relationship with Russia; however, the movie has a difficult time 
casting off the tropes of Cold War spy films and does not delve further into the complicated 
relationship between the United States and Russia.  
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LOW CONTENT FILMS 
The Russian- and Cold War-related themes of low content films are unnecessary to the 
plot of the film, are featured very little, and do not contribute to the depth of the film. Russia or 
the Cold War could easily disappear from the films Air Bud: Golden Retriever, D2: Mighty 
Ducks, and Jungle 2 Jungle without disturbing the intended messages of the films. 
 
Air Bud: Golden Receiver (1998) 
Buena Vista Pictures,36 part of the Walt Disney Company, released Air Bud: Golden 
Receiver in 1998 as a sequel to Air Bud (1997). While in the original film Buddy, the Golden 
Retriever, played on his young owner's school basketball team, in the sequel his owner, Josh, 
discovers Buddy's ability to play football just as well. Buddy once again becomes famous for his 
sporting ability and now captures the attention of two Russian circus owners, Natalya (played by 
Nora Dunn) and Popov (played by Perry Anzilotti). Natalya and Popov manage to kidnap Buddy 
for a short time, but then all of their animals work together to best the two Russian criminals and 
escape. 
 Natalya and Popov are physically reminiscent of two other famous Slavic villains, Boris 
and Natasha from the Rocky and Bullwinkle cartoons. The female villain is tall and slender, 
while her male counterpart is shorter and wider, and both sport terrible Russian accents. Natalya 
is cruel, clever, and in control, naming their circus "Natalya's Amazing and Stupendous Animal 
Circus." Popov is bumbling, stupid, and often says the wrong things. For example, when 
requesting to be taken to the Russian embassy, he cries, "We are Russian citizens! We demand 
you take us to the Russian imbecile!" Both Russians prove to be inept and terrible at outsmarting 
the dog, failing multiple times to capture him. Once they finally manage to catch Buddy, all their 																																																								
36 Now known as the Walt Disney Studios Motion Pictures. 
 45 
animals work together to best Natalya and Popov and escape. The police then arrest the two 
Russians and take them away.  
Despite being the film's only antagonists, Natalya and Popov are not the cause of the 
main conflict. They hardly have screen time and never even confront Buddy's owner, Josh, who 
is the true center of the film. The Russian characters and their subplot are shallow and 
unnecessary to the message of the film, which has to do with family dynamics, as the main 
conflict is Josh learning to accept that his mother has started to date again a few years after his 
father's death. The film only confronts these Russian characters on a macro level, in which the 
filmmakers other Natalya and Popov by making them silly, incapable villains with terrible 
accents and by throwing in the trope of the Russian circus.  
 
A Russian Response to Air Bud: Golden Receiver 
KinoPoisk rates Air Bud: Golden Receiver (Korol' vozduxa: Zolotaia liga) with a general 
rating of 6.439 (out of ten) and a critical rating of 21%. The website posted a total of two written 
reviews - one positive and one negative. The negative review is rather short and fails to mention 
the Russian villains,37 while the positive review is much longer and still rather critical. In 
addition to criticizing the humor of the film, the reviewer describes the two Russian thieves 
("dva vorishek iz Rossii") as dull, saying that the only emotion they evoked was boredom. The 
reviewer also says that they are "predictable and stupid" ("predskazuemy i glupy").38 By calling 
the Russians predictable, the reviewer is suggesting that this shallow portrayal of stupid Russian 
villains is expected from American films. 
 																																																								
37 Div [pseudonym], "Korol' bozduxa: Zolotaia liga," KinoPoisk: http://www.kinopoisk.ru/film/23282/. 
38 MightyIren [pseudonym], "Korol' bozduxa: Zolotaia liga," KinoPoisk: http://www.kinopoisk.ru/film/23282/. 
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D2: Mighty Ducks (1994) 
In 1994 Buena Vista Pictures released D2: Mighty Ducks, a sequel to Mighty Ducks 
(1992), a film about an underdog Pee Wee hockey team in Minnesota. The sequel follows some 
of the team's players and their coach to the Junior Goodwill Games, where they will be 
representing the United States. Although the team experiences a winning streak early in the 
games, they soon suffer an embarrassing defeat at the hands of Iceland. The semi-finals have 
team USA facing Russia, the only team to have beaten Iceland in the series. The Ducks defeat 
Russia and move onto the championships to once again face Iceland, this time winning. 
 D2 is remarkable and included in this study not for the way in which they present the 
Russian team - the Russians hardly have any screen time - but for the absence of animosity 
towards the team. The story of this junior US hockey team very much mirrors the story of 
"Miracle on Ice," the 1980 Winter Olympics game in which team USA had to defeat the Soviet 
team to go on to play Finland (a Nordic team) for the gold medal. The defeat of the USSR was 
far more important than the final game against Finland, as the game became representative of the 
ideological war between the US and USSR in the eyes of American citizens. D2 takes a very 
similar setup, with its band of misfit hockey players having to play Russia to make it to the 
championships against a Nordic country; however, the film divorces this set up from an 
international ideological war by completely disregarding the importance of beating Russia. 
Iceland is the main enemy and Russia hardly plays a role in the film - defeating them is only a 
means to get a rematch with Iceland. 
 The macro message is that Russia is an opponent. The US hockey team needs to beat 
them to move on to the championship. However, the film does not represent Russia as the 
number one enemy - the foreign team is no more morally good or bad than the other international 
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teams. This film does have a micro message: Russia is no longer the ultimate enemy. There is no 
ideology hiding behind the matchup between them and the United States. The absence of Russia 
in a plot that so much mirrors "Miracle on Ice" is astounding and represents a moment in history 
in which an international sports competition is not wrapped around an ideological struggle 
between world powers.  
 
A Russian Response to D2: Mighty Ducks 
KinoPoisk rates D2: Mighty Ducks (Moguchie utiata 2) with a general rating of 6.927 
(out of ten) and a critical rating of 21%. The website posted a total of three written reviews - all 
positive. Two of these reviews offer interesting insights. One reviewer is quite thoughtful of 
international politics - this reviewer criticizes the use of the Iceland hockey team as one of the 
best teams, as Iceland is not known for their hockey team. The reviewer then suggests that 
perhaps Iceland was a conscious choice of the filmmakers as not to offend the nations with good 
hockey teams by having the ragtag group of Ducks defeat them.39 Another reviewer discusses 
one of the disadvantages of the movie - that the Americans are too self-congratulatory, an 
attitude they "have in their blood" ("u nix v krovi").40 Although this review does not intentionally 
delve into international relations, it does hint at the long-simmering animosity between the 
former Cold War enemies. 
 
Jungle 2 Jungle (1997) 
 Buena Vista Pictures released yet another film with a Russia-component in 1997, Jungle 
2 Jungle. In this movie, Tim Allen plays Michael Cromwell, a New York commodities broker 																																																								
39 Tristo [pseudonym], " Moguchie utiata 2," KinoPoisk: http://www.kinopoisk.ru/film/22188/. 
40 Zombion [pseudonym], " Moguchie utiata 2," KinoPoisk: http://www.kinopoisk.ru/film/22188/.	
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who finds out he has a teenage son. His ex-wife raised this son, Mimi-Siku, while working with a 
tribe in Venezuela. Michael brings Mimi-Siku to New York, where they have a series of 
adventures and cultural misunderstandings. Mimi-siku eventually teaches his father that money 
is less important than family. The core of the film’s conflict is the relationship between Michael 
and his son. An unnecessary subplot of the film has Michael and his business partner, Richard 
Kempster (played by Martin Short), pitted against a Russian mobster who feels cheated by the 
two traders.  
 Alex Jovanovic (traditionally a Yugoslavian last name), the Russian mobster (played by 
David Ogden Stiers), is a large man with a heavy Slavic accent. When Michael and Richard first 
meet with him, they follow the instructions to "ring once, knock twice, and then ring three times" 
before entering his office. In addition to laundering money for the Russian mafia, Alex is in the 
business of caviar and enjoys listening to Russian classical music. The trope of the Russian 
mobster was common in nineties crime television and is joined with other qualities that draw 
attention to his otherness: a taste for caviar and Russian classical music. His highly refined tastes 
play on trends of American anti-intellectualism, wherein highly refined cultural and intellectual 
preferences are frowned upon and seen as un-American elitism. Alex eventually threatens 
Richard and his family; however, the family bands together to take down the Russian and his 
lackeys, who are ultimately frightened of Mimi-Siku's pet tarantula. Alex says as he abandons 
his attempt to harm the family, "I've had many enemies, but none like that spider," and calmly 
leaves the family's home.  
 Because of the small amount of screen time and the shallowness of the Russian character, 
the movie only engages with Russia on a macro level. The filmmakers others Alex Jovanovic by 
placing him as an enemy and using stereotypes and tropes for cheap laughs. 
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A Russian Response to Jungle 2 Jungle 
KinoPoisk rates Jungle 2 Jungle (Iz Dzhunglei v dzhungli) with a general rating of 6.431 
(out of ten) and a critical rating of 20%. The website only posted one written review, which was 
positive. The reviewer expresses shock at the lack of reviews, saying that the movie has often 
been on television. The review does not discuss the Russian mobster and simply says that the 
movie is just for "mood" ("po nastroeniiu"), and is simply a good comedy.41 
 
Overall Messages in Low Content Films 
 Air Bud: Golden Receiver and Jungle 2 Jungle only engage with their Russian characters 
on a surface level and for a very short amount of time. They send the same macro message as 
high and medium content films (i.e. Russians are others), this time presenting Russians solely as 
the enemies of the films’ heroes. The heavy accents and grammatical errors of the Slavic 
characters are not balanced out by backstories and displays of intelligence but are instead used to 
make the characters appear stupid and unable to adjust to American society. These two films do 
not engage with these Russian characters any further than to vilify them, making Air Bud: 
Golden Receiver and Jungle 2 Jungle stand apart from the high and medium content films. Films 
with medium and high content complicate the message of Russia as the other, but these low 
content films do not.  
 However, D2: Mighty Ducks tells a different story from Air Bud: Golden Receiver and 
Jungle 2 Jungle by not engaging with the trope of Russia as the enemy and, instead, focusing on 
a different opponent. The absence of Russia in a plot that so much mirrors "Miracle on Ice," an 
event so deeply tied up in the ideological war between the United States and the Soviet Union, 																																																								
41 Monstrodamus [pseudonym], "Iz dzhunglei v dzhungli," KinoPoisk: http://www.kinopoisk.ru/film/2546/. 
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signifies a new direction in foreign affairs – a direction in which Russia is no longer an enemy 
that concerns us.  
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CHAPTER 5 
CONCLUSIONS 
 
MESSAGES 
What messages about Russia and the Cold War are in nineties American children's films, and do 
they vary by content level?  
Messages about Russia and the Cold War differed from film to film but also by content 
level. With low content films, a majority simply sent the message that Russia is the other. 
Medium content films othered Russians as well; however, they also sent the message that 
Russians can be relatable and even admirable. For the most part, high content films continued to 
undue the othering of Russian characters, but they also included messages that criticized the 
Cold War or Cold War sentiments, such as toxic masculinity, and turned an eye inward to assess 
negative qualities of the United States. 
Two of the three low content films tell the same old story likely to be fed to a child prior 
to the collapse of the Soviet Union: Russians are the antagonists. They are threatening others 
with no depth or potential for playing a role other than villain in American life. This continues 
the trend scholars Knapp, Birdwell, and Chapman found in children's cartoons during the Cold 
War. Boris, Natasha, Marvin the Martian, and Coyote are evil others, working towards world 
domination. While Marvin and Coyote are non-Slavic representatives of the Soviet Union, the 
cartoonists still draw attention to their backwardness, and, in the case of Marvin, his foreignness. 
Boris and Natasha are more perceptibly  related to the Soviet Union, and their foreignness is 
more obvious. Jungle 2 Jungle and Air Bud: Golden Receiver use the same tropes to other their 
villains.  
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However, the other low content film, the story of a ragtag team of Americans winning 
against a better trained, better funded, but less compassionate foreign hockey team starts to 
complicate the message of Russia as the threatening other. The complication of this message 
departs from the point of Cold War children's media, such as in Rocky and Friends or Warner 
Bros. animations, which was to simplify the relationship between the United States and the 
Soviet Union into a battle where the United States was the clear victor. The medium and high 
content films continue to complicate the messages that Russia is the threatening other and that 
the lesson from the Cold War narrative should be that American ideology completely bested the 
Soviet Union's. In all three medium content films, the Russian characters become admirable and 
even relatable on some level. There is a depth to these characters that disregards the Cold War 
tale of absolute good versus absolute evil. Paulie and Balto even play with the trope that 
Chatterjee explores, which is a tendency to romanticize the Russian as highly cultured and 
intelligent. However, unlike in the pre-Cold War media Chatterjee studies, Boris and Misha are 
not extravagant noblemen who need to be redeemed.  
 The high content films actively tell their viewers that Russians are not the enemies. The 
enemies can be anyone, anywhere. The enemies can even be us – Americans. While Anastasia 
keeps its main characters entirely Russian – meaning the villains and the heroes both hail from 
1920s Russia, both The Iron Giant and The Adventures of Rocky and Bullwinkle turn a critical 
eye inward, at individuals with ignoble intentions and selfish desires within the borders of the 
United States. The true villain of The Iron Giant is a paranoid FBI agent. The true evil of The 
Adventures of Rocky and Bullwinkle is our own stupidity, selfishness, and misguided values. This 
criticism of the United States departs from the previous literature on Russia in American 
children's media, in which the United States is the ultimate hero and has the correct values. The 
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more these nineties filmmakers think about Russia, the Cold War, and how to portray these 
concepts to children, the less inherent evil we see in the former Soviet enemy and the more 
corruption we see in ourselves. These higher content films also depart from Cold War Disney 
films, which, according to scholars Dennis and Glassmeyer, promote masculinity and aggressive 
international policies. The toxic masculinity that was so prevalent and lauded during the Cold 
War is challenged in the nineties with films like The Iron Giant, The Adventures of Rocky and 
Bullwinkle, and even Balto.  
 Although all of these films other Russia on the surface, seven of these nine films engage 
with foreigners enough to make them relatable and examine the Cold War mentality enough to 
make it seem outdated and harmful. Children who watch these films will not be indoctrinated 
with hatred and fear for former Soviets.  Whether these films are intentionally trying to fuel a 
movement in which American children are being trained to see Russia differently, or they are a 
result of such a movement, these children’s movies are indicative of the national mood in which 
Generation Y grew up - less violently aggressive, less internationally antagonistic, less self-
congratulatory, and more ready to accept others. 
  
Do Russians view these films as positive portrayals of themselves? 
 This project also looked at Russian reviews of these movies to try to identify if Russians 
viewed these portrayals as positive and if viewers were successfully picking up these messages 
that complicated the perception of Russia as the other. One problem with looking at these 
Russian reviews was that anyone watching a Russian-dubbed version of the film would miss out 
on one of the methods films used to signify the Russian as the other – a heavy accent and 
grammatical mistakes. However, most of the films were generous enough in background details 
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and cultural clues to make the character’s Russian heritage known to the viewer. The Russian 
reviewers largely saw these Russian characters positively. They liked Boris, Misha, and the 
Russian Blue cat in the medium content films; they praised the anti-Cold War messages of The 
Iron Giant; and they enjoyed Anastasia, despite its historical inaccuracies. The portrayals of 
Russians were positive enough to be embraced by Russian viewers rather than rejected or 
criticized. This acceptance by Russian viewers suggests that American children could also see 
positive qualities in the Russian characters and themes in the films, looking past the simple 
message of Russia as the other. 
 
EFFECTS 
Did these messages about Russia, consumed during early childhood, affect the way Generation Y 
views international relations?  
 As stated earlier, these children’s movies are part of a larger national mood, whether they 
helped fuel it or were a result of it. If this generation did internalize these early childhood 
messages, one could expect a less internationally aggressive, more self-critical generation of 
Americans. However, the mood this generation of Americans experienced in early childhood 
development was not the mood in which they experienced puberty and young adulthood. The 
events that took place on September 11th, 2001 changed the national, and international, mood 
overnight. This attack and subsequent panic could suggest that this generation would become 
terrified, paranoid, and reactionary. 
 However, a 2015 study shows that Generation Y, also known as the Millennials, do not 
exhibit Cold War-esque values regarding America’s place in the world order. A collection of 
studies and polling show quite the opposite: 
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“First, Millennials perceive the world as significantly less threatening than their 
elders do, and they view foreign policies to deal with potential threats with much 
less urgency. Second, Millennials are more supportive of international 
cooperation than prior generations. Millennials, for example, are far more likely 
to see China as a partner than a rival and to believe that cooperation, rather than 
confrontation with China, is the appropriate strategy for the United States. Finally, 
thanks in particular to the impact of the wars in Iraq and Afghanistan, Millennials 
are also far less supportive of the use of military force.”42 
 
This study attributes this cohort’s worldviews to two distinct periods of their development: the 
nineties, in which they experienced the end of the Cold War, globalization, and the rise of the 
internet, and the early 2000s, in which they experienced the 9/11 attacks and lived under an 
unpopular Republican president. The Generation Y cohort could have reacted to the 9/11 attacks 
by supporting a “war on terror” and increased involvement abroad, but, instead, this study shows 
that they largely do not support an antagonistic international policy that uses military force to 
abate terrorism. Instead, they are critical of United States involvement abroad and military 
spending. 43 
 There are countless reasons Generation Y had this reaction towards the 9/11 attacks. I 
would like to suggest, along with the study, that one of these reasons lies in their formative years 
– the mood of the nineties. Whether these children’s films contributed to that mood or were a 
result of that mood, or possibly both, they give a glimpse into the messages members of 
Generation Y were internalizing during early childhood development, messages that encouraged 
them to be less violently aggressive, less internationally antagonistic, and less self-congratulatory 
and that complicated the othering of a foreign nation that was once an enemy. 
  
																																																								
42 Erik Goepner and A. Trevor Thrall, Abstract of Millennials and U.S. Foreign Policy: The Next Generation's 
Attitudes toward Foreign Policy and War (and Why They Matter) (Washington, D.C.: Cato Institute, 2015). 
43 Erik Goepner and A. Trevor Thrall, Millennials and U.S. Foreign Policy: The Next Generation's Attitudes toward 
Foreign Policy and War (and Why They Matter) (Washington, D.C.: Cato Institute, 2015).	
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